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Introduction
There are innumerable influences on the culture of today brought about by The 
Hobbit, which is the fantasy novel written by J. R. R. Tolkien, published in 1937. 
Tolkien’s closest friend C. S. Lewis wrote a positive review in the Times Literary 
Supplement in 1937, and he predicted that “The Hobbit would become a classic” 
(Green 11). Lewis estimated the novelty and importance of the work as follows: “To 
define the world of ‘The Hobbit’ is, of course, impossible, because it is new. You 
cannot anticipate it before you go there, as you cannot forget it once you have gone.” 
(Lewis) Tom Shippey, who is the leading authority on the study of Tolkien, calls 
Tolkien “the author of the century”. In the foreword of J. R. R. Tolkien: Author of the 
Century, he depicts one of the significant things that Tolkien achieved “was to open 
up a new continent of imaginative space for many millions of readers, and hundreds of 
writers.” (Shippey, xviii) Before the appearance of The Hobbit and The Lord of the 
Rings, certainly, there had been a number of works that could be designated as 
“fantasy”: for example, the oldest English epic Beowulf, Spencer’s The Faerie Queene
(1590), Shakespeare’s A Midsummer Night’s Dream (1600), George MacDonald’s The 
Princess and the Goblin (1872), and so on, all of which deal with the fantastic world 
where dragons, fairies, elves, goblins, dwarfs, or other imaginary existences inhabit. 
Shippey asserts that “This world is not, in origin, Tolkien’s invention: though it is 
perhaps his major achievement to have opened it up for the contemporary 
imagination” (Shippey 12).  Peter Hunt also attributes the recent popularity of 
fantasy to Tolkien’s works in the introduction of the collection of essays edited by 
him: 
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The Hobbit and The Lord of the Rings are probably the most 
widely read and most imitated works of fantasy ever written; 
they have affected directly or indirectly a great deal of 
fantasy produced for adults and for children across the world. 
(Hunt 1) 
Tolkien’s works revealed the attractive imaginary world and gave a great deal of 
effects to the public. One of the concrete elements that Tolkien’s works established as 
a standard of fantasy is the setting. The story of The Hobbit is set in the imaginary 
world; “Middle-earth”, which is created and named by the author, and which also 
appears in other mythological books by Tolkien. As Edward James points out, “The 
final contribution made by Tolkien to later twentieth-century fantasy was that the 
default cultural model for the fantasy world was the Middle Ages” (James 70). 
Medievalism which is introduced through Middle-earth quickly became a cliché and 
was later parodied by a lot of authors. However, The Hobbit has been regarded by 
critics as the prelude to, or the preliminary work of, Tolkien’s great trilogy The Lord 
of the Rings, or sometimes even dismissed as an unimportant part of The Lord of the 
Rings for a long time. In a word, the novel has not, on the whole, been evaluated as an 
autonomous literary work in its own right.
Generally, fantasy novels, including fairy tales like The Hobbit, were 
recognized as the entertainment for children, and therefore, the dominant critical 
opinion at the time of publication of The Hobbit did not deal with it as the literature 
for adults. If one compares the novel to Tolkien’s other works, it is also possible to 
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say that is the superior point of The Hobbit. Thus Colin Duriez explains the 
peculiarity of the narrative in The Hobbit as follows:
What is striking about Tolkien’s story is his skill in 
adjusting to the level of children the scale of his great 
mythology of the earlier ages of Middle-earth. Names for 
instance are simple, in complete contrast to the 
complexities of ‘The Silmarillion.’ Elebor is simply The 
Lonely Mountain. (Duriez 92)
This is one of the points that makes adult readers bored, distinguishing The Hobbit as 
a children’s literature. However, Duriez goes on to demonstrate the possibility for us 
to discuss it as a book worth adult reader’s serious attention by quoting C. S. Lewis’ 
review in The Times Literary Supplement which points out Tolkien’s novel’s 
similarities to traditional literature and suggests its potential to be read as a modern 
fairy tale for adults: 
“ the curious shift from the matter-of-fact beginning of his 
story (‘hobbits are small people, smaller than dwarfs ― and 
they have no beards ― but very much larger than the 
Lilliputians’) to the saga-like tone of the later chapters (‘It is 
in my mind to ask what share of their inheritance you 
would have paid had you found the hoard unguarded’).” 
(Duriez 92)
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Lewis’s prediction has become true in that The Hobbit has been widely read by not 
only children but also adults, and also in that its mythological aspects as well as the 
elements related to fantastic children’s literature have been examined by many 
researchers today. Yet the number of critical studies that focus on The Hobbit is still 
relatively small despite the achievement which The Hobbit have contributed to the 
genre of fantasy..
     The purpose of this thesis is to discover and examine the fairy-tale motifs in 
The Hobbit and thereby to interpret the novel as a twentieth-century fairy tale which 
has caused the recent popularity of fantasy. In the traditional fairy tale, the protagonist 
grows up throughout the narrative; therefore, it is effective to focus on the 
relationship between the fairy-tale motifs and the actions of the protagonist to identify 
the factors which contribute to his growth. In Chapter One, I will look at the position 
of The Hobbit in the context of traditional fairy tales, and consider its relationship to 
the idea of the fairy tale that Tolkien discussed in his essay “On Fairy-stories.” 
Chapter Two will focus on the fairy-tale motifs in The Hobbit. One of the most 
important elements in the fairy tale is the happy ending, the ultimate achievement that 
all fairy tales should have. This eucatastrophe, which is the coined word of Tolkien,
awaits the protagonist after all the difficulties that appear in front of him. To achieve 
it, he must show or perform good qualities and make progression. In other words, the 
happy ending of The Hobbit is the result of the right behaviors of Bilbo. Here, it will 
be shown what fairy-tale motifs appear in the text and how the effects of these motifs 
make for the progression of Bilbo. Chapter Three analyzes the influence that The 
Hobbit has exerted on the later fantasy works by considering the set of expectations 
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that readers and society hold about the genre of the fairy tale, and finds out what the 
novelty of the work is that Tolkien has shown to us.
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Chapter 1: The Definition of the Fairy Tale and Its Relationship to The Hobbit
The Hobbit is usually categorized into fantasy, or children’s literature which 
deals with the fairy-tale elements. Looking at the definition of the “fairy tale” in the 
Oxford Dictionary of Literary Terms, one finds it explained as “a traditional folktale 
adapted and written down for the entertainment of children, usually featuring 
marvelous events and characters, although faeries as such are less often found in them 
than princesses, talking animals, ogres, and witches” (Baldick 124).  Its origin is oral 
folktales which have been passed down and shared among the masses, and expressions 
that are not appropriate, because too sexual or violent, have been eliminated and 
written down so that children can readily understand and safely enjoy the tales. 
However, these explanations are not sufficient to understand the actual role that fairy 
tales play traditionally. In the introduction to The Oxford Companion to Fairy Tales, 
Jack Zipes gives a detailed explanation of how fairy tales were formed and what its 
characteristics are. According to Zipes, “early fairy tales were not intended for 
children. In fact, they were not intended for most people since most people could not 
read” (Zipes xxi-ii) in the Middle Ages. Among the mass of people, one of the forms 
of the oral folk tale, the wonder tale, which is the precedent form of literary fairy tales 
and “obviously connected to initiation rites that introduce listeners to the ‘proper’ way 
to become a member of a particular community” (Zipes xviii) has been transmitted 
from generation to generation. 
By the 1720s, the fairy tale had established its own position as a genre of 
literature because of its paradigmatic form around Europe. The fairy tale originated 
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from the oral wonder tale which is one of the styles of traditional folk tales originally 
shared among peasants. The two have a number of points in common, especially that 
they all contain the miraculous transformation of the protagonist. In those tales, the 
transformation is embodied as the rise of social states of the protagonist or proof of 
the value of himself that he is more gifted and astute than he seems at the outset of the 
tale. They were “secular, and the fortuitous changes and happenings that occur in the 
tales cannot be predicted or guaranteed” (Zipes xviii) because it implies the hope for 
change entertained by the peasants who constituted the majority of the population in 
the Middle Ages. The oral wonder tale “enables tellers and listeners to recognize, 
store, remember, and reproduce the stories and to change them to fit their experiences 
and desires due to the easily identifiable characters who are associated with particular 
assignments and settings” (Zipes xviii). The function of the oral wonder tale was, in 
other words, to help to understand the reality of life, to make people appropriate for 
the local community, and to maintain order in the society through the paradigmatic 
narratives. The literary fairy tale inherited these major significances from oral wonder 
tales, and developed them in more sophisticated ways because it was 
characteristically written by educated people who could write the language. The 
appearance of chapbooks or “cheap” books motivated the spread of literary fairy tales, 
and the bourgeoisie started to bring them into their children’s room. In accordance 
with the change of the readership, the contents also underwent a transformation “to 
attract children and appeal to the morals and virtues of middle-class readers.” (Zipes 
xxvii) Even Grimm brothers’ great work, Kinder- und Hausmärchen (Children’s and 
Household Tales, 1812-15) was revised to make them “more appropriate for children 
than they had done in the beginning and cleansing their narratives of erotic and bawdy 
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passages” (Zipes xxvi). As a result, the place where people told the fairy tales changed 
from the workshop to the nursery, and the role of fairy tales became fixed and shared 
among the people broadly.
There are numerous guides that explain the roles or functions of the fairy tale in 
the context of the folkloric tradition. For instance, Bruno Bettelheim shows in full 
detail in his book, The Uses of Enchantment, a profound study about the fairy tale. 
The book establishes one of the standards by which to interpret the fairy tales through 
psychoanalytic approaches. Bettelheim suggests the significance and usefulness of the 
fairy tale for the moral development of children in the following terms:
Fairy tales, unlike any other form of literature, direct the child 
to discover his identity and calling, and they also suggest what 
experiences are needed to develop his character further. Fairy 
tales intimate that a rewarding, good life is within one’s reach 
despite adversity ― but only if one does not shy away from 
the hazardous struggles without which one can never achieve 
true identity. These stories promise that if a child dares to 
engage in this fearsome and taxing search, benevolent powers 
will come to his aid, and he will succeed. The stories also warn 
that those who are too timorous and narrow-minded to risk 
themselves in finding themselves must settle down to a 
humdrum existence ― if an even worse ate does not befall 
them. (Bettelheim 24)
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According to his explanation, the fairy tale functions as a principal means to console 
the minds of children about the crises which threaten them like dissatisfaction at the 
circumstances or the unknown phenomena surrounding them. Sheldon Cashdan also 
studied the influences that the fairy tale can have on children’s psychology, and 
examines the value of the fairy tale for children in The Witch Must Die: 
[F]airy tales are more than suspense-filled adventures that 
excite the imagination, more than mere entertainment. Beyond 
the chase scenes and last-minute rescues are serious dramas 
that reflect events taking place in the child’s inner world. 
Whereas the initial attraction of a fairy tale may lie in its 
ability to enchant and entertain, its lasting value lies in its 
power to help children deal with the internal conflicts they 
face in the course of growing up. (Cashdan 10)
Both of these explanations about the fairy tale emphasize the possibility to win the 
eucatastrophe beyond the imminent problems when children bravely confront the 
danger or difficulty. Certainly, there are some unorthodox fairy tales that concern 
children who do not face hardships standing in their way and thus cannot achieve a 
happy ending. However, the true protagonist in a fairy tale is required to grow up 
physically or mentally to conquer the problems. 
    Thus it can be said that the fairy tale has played important roles not only to 
entertain but also to instruct children about the reality of life. In this sense, The 
Hobbit can be categorized into the fairy tale in general because it shows the crises and 
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rescues from them throughout the book. However, in recent society, the fairy tale has 
become something more than children’s literature and has been read by persons of 
wider generations. Before Tolkien, of course, there were numerous fairy tale scholars, 
including Bettelheim and Cashdan, who approached the form by psychoanalytical 
methods, and, among others, Vladimir Propp, who wrote the classical work analyzing 
the structure of fairy tales, Morphology of the Folktale. Yet research into the fairy tale 
was still regarded as peripheral and it was not the critical mainstream because “the 
normal critical tools are not appropriate” (Hunt 7) for it. Peter Hunt asserts that the 
shift of critical landscapes was induced by Tolkien’s The Hobbit and The Lord of the 
Rings and that “fantasy has become part of the mainstream, and the study of children’s 
literature is now a respectable academic discipline” (Hunt 7). Tom Shippey also states 
“Tolkien may be a peripheral writer for the theory of fiction. However, it seems time 
to pay attention to the peripheries, and less to the well-trodden centre.” (Shippey 2005, 
379) It is an absolute fact that the worldwide popularity of fantastic works of today 
could not have been produced without the appearance of Tolkien’s works. Therefore, 
these works, and especially The Hobbit, the first book (it does not mean the first in 
chronological terms, but it is the first work to introduce readers to the imaginary 
world of the Middle-earth where the hobbit, dwarfs, and elves inhabit) are worth 
investigating as a “new fairy tale.”
The fairy tales were, as has been suggested, generally still considered as an 
entertainment for children from the 1920s to the early 1930s when The Hobbit was 
written. Compared to the general trend, Tolkien had a unique perspective on the fairy 
tale and he represented his complicated idea of the fairy tale in his essay “On 
Fairy-Stories”. This essay was originally written for the Andrew Lang Lecture in 1938 
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and its slightly enlarged version was published in 1947 as one of the items in Essays 
Presented to Charles Williams published by the Oxford University Press. It was in 
1937 when The Hobbit was first published; therefore, Tolkien must have considered 
the idea on the fairy tales revealed in the essay while writing The Hobbit. In other 
words, it is possible to say that The Hobbit must contain the essence of the fairy tale 
as conceived by Tolkien. 
In the 1920s, when Tolkien was writing The Hobbit (the year of publication was 
1937, yet Tolkien had almost finished writing it by late 1932), fantasy literary works 
including fairy tales were still for children and “The main audiences for his stories 
were his children. He had no adult readership” (Duriez 41). However, the reasons 
behind his creation were desires that were obviously not appropriate for the purposes 
of children’s literature:
He had discovered that to carry out such inventions to any 
degree of complexity he must create for the languages a 
‘history’ in which they could develop.… There was another 
force at work: his desire to express his most profound feelings 
in poetry, a desire that owed its origin to the inspiration of the 
T.C.B.S.…And there was a third element playing a part: his 
desire to create a mythology for England. (Carpenter 125) 
Essentially, Tolkien’s compositions were written for the satisfaction of his impulse to 
create an original language through the imaginary world “Middle-earth”. The first 
book for the series of his compositions was “The Book of Lost Tales” which would be 
Hirose  12
called “Silmarillion” later. It was written after his returning from the World War I 
from the front line in France. In this book is told “the creation of the universe and 
establishing of the known world, … ‘Middle-earth’” (Carpenter 127). Tolkien gives 
the explanation for Middle-earth that “Middle-earth is our world” (Carpenter 127). 
Middle-earth is not another planet, but “purely imaginary (though not wholly 
impossible) period of antiquity, in which the shape of the continental masses was 
different” (Carpenter 127). Tolkien believed that the world which he had described 
was, in one sense, true. Of course, he did not suppose that imaginary creatures living 
in Middle-earth such as hobbits, elves, dwarves, orcs, goblins, and dragons really 
existed; however, he “believed that he was doing more than inventing a story” 
(Carpenter 129). He “had the sense of recording what was already ‘there’, somewhere: 
not of ‘inventing’” (Carpenter 129). In short, although the Middle-earth looks like the 
imaginary world, it certainly existed somewhere in the past and Tolkien compiled the 
history of Middle-earth into books.
His peculiar concept of the fairy tale is developed in detail in the essay “On 
Fairy-Stories”. Tolkien maintained that it is too narrow to call only the tales about 
“fairies” a fairy tale. In his opinion, the fairy tale should include all the stories 
touching on Faërie which is “the realm or state in which fairies have their being” 
(“On Fairy-Stories” 9). He also remarked that: 
“Faërie contains many things besides elves and fays, and 
besides dwarfs, witches, trolls, giants, or dragons: it holds the 
seas, the sun, the moon, the sky; and the earth, and all things 
that are in it: tree and bird, water and stone, wine and bread, 
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and ourselves, mortal men, when we are enchanted.” (OFS 9)
Basically, the realm of fairies is different to “our” world; however, the enchantment 
makes it possible for humans to perceive the existence of Faërie and even sometimes 
makes us joined into the fairy tales. Tolkien focused on the Magic which has “a 
peculiar mood and power, at the furthest pole from the vulgar devices of the laborious, 
scientific, magician” (OFS 10) and considered it as the most important element in the 
fairy tale because of its function. One of the functions that the magic of Faërie plays 
in the fairy tales is to fulfill the primordial human desires “to survey the depth of 
space and time” (OFS 13). Therefore, it is necessary to tell the fairy tale as the truth, 
not as the dream or fable which is apparently impossible.
With these ideas of Tolkien in mind, it can be presumed that the plot of The 
Hobbit was purposely composed as the fairy tale. In the Author’s note in The Hobbit, 
it is explained that “This is a story of long ago. At that time the languages and letters 
were quite different from ours of today.” (The Hobbit 1) This can be taken as evidence 
that this story and the Middle-earth are set in the distant past of our world. In addition 
to that, the narrative always tries to tell the story as if it was the truth and really 
happened in the past. For example, the description of hobbits is presented in the 
following way: “I suppose hobbits need some description nowadays, since they have 
become rare and shy of the Big People, as they call us” (The Hobbit 4). The narrative 
tells readers about the creature that existed a very long time ago. This style of 
narrative continues from first to last throughout the book, and it enables the readers to 
feel as if the hobbit, other imaginary creatures, and the Middle-earth were truth. In 
accordance with the progression of the story, people will be absorbed in the 
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enchantment of the fairy tale and come to believe the Secondary World created by the 
author.
To understand how Tolkien manages to make people believe in the Secondary 
World, it is important to investigate the elements of the fairy tale. In “On 
Fairy-Stories”, Tolkien gave an intriguing account of the relationship between the 
fairy tale itself and the elements which compose it by likening them to the soup and 
bone: “By ‘the soup’ I mean the story as it is served up by its author or teller, and by 
‘the bones’ its sources or material” (OFS 20). Into the Pot of Soup, the Cauldron, a lot 
of bones like the past people, past incidents, customs, traditions, and prohibitions are 
cast; and then they are simmered for a long time without consideration of rank or 
precedence. To make the soup named the fairy tale, the Cook, the author must dip it 
out from the Cauldron of the Story and “the Cooks do not dip in the ladle quite 
blindly” (OFS 31). What is important is the selection of elements made by the Cook to 
tell the story. For Tolkien, even the legend of King Arthur is one of the fairy tales 
because King Arthur was once a historical man and he had been put into the Cauldron 
of the Story “together with many other older figures and devices, of mythology and 
Faërie, and even some other stray bones of history (such as Alfred’s defence against 
the Danes) (OFS 29). To put his idea in another way, it is possible to say that the fairy 
tale is the combination of the materials in the Cauldron. Tolkien gave an example of 
King Hrothgar in Beowulf. He did not focus on the truth or falsehood of the tale and 
the order of priority of materials, but considered the relationship between each other. 
He wanted “to point to something else that these traditions contain: a singularly 
suggestive example of the relation of the ‘fairy-tale element’” (OFS 29). Roger Sale’s 
assertion explains concretely that the construction of a story depends on the 
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combinations of materials:
“A girl is in a wood. Give her a brother and one has ‘Hansel 
and Gretel,’ give her many brothers and sisters and one has 
‘Hop o’ My Thumb,’ send the girl to dwarves and one has 
‘Snow White,’ to bears and one has ‘Goldilocks,’ to 
grandmother and one has ‘Little Red Riding Hood’ ” 
(Sale29). 
All of the stories have a girl in woods; however, the stories are varied because of the 
difference of other materials. This insight can be valuable to study the narrative of 
Tolkien in terms of the fairy-tale elements and to examine how they function in the 
tale. Among the fairy-tale elements, as Tolkien himself emphasized, the happy ending, 
which is the final consequence of the actions of the protagonist, is absolutely 
indispensable for a fairy tale. So, to interpret The Hobbit as the fairy tale, it is 
important to look at the fairy-tale motifs which produce the progression of protagonist, 
Bilbo Baggins.
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Chapter 2: Fairy-tale Motifs and the Construction of The Hobbit
     In the previous chapter we observed that the fairy tale is made up of the 
‘fairy-tale elements’ selected and dipped out by the author. In “On Fairy-stories”, 
Tolkien gave a detailed explanation of the qualities of fairy tales and indicated how 
the fairy tales should be created, and what effects the fairy tales have on the people 
who read them. Tolkien compared the fairy tale itself to the soup, and its origins or 
elements to the bones. In his opinion, under the enchantment of the fairy tale, each 
and everything is able to become the materials which compose the fairy tale. Even 
though the whole existence can be the fairy-tale element, in the traditional context of 
the fairy tale, the major fairy-tale motifs and their roles are already fixed and shared 
among people through the popularization of famous precedent works like Grimm’s 
Fairy Tales. It is not only the author, but also the mass readers who understand and 
re-create the meanings of fairy-tale motifs representing conscious or sometimes 
unconscious wishes and desires, and keep the expectations for the fairy tale in mind to 
enjoy it. Because the narrative of the fairy tale follows the stereotypical development 
shared among the masses, and people have the common understanding of the motifs of 
the fairy tale, this genre of literature has been surviving until today. This chapter will 
be finding out the traditional fairy-tale elements that appear in The Hobbit, especially 
those which affect the development of the novel’s protagonist, Bilbo. To focus on the 
more important motifs in the text, it is required to separate The Hobbit into some 
components.
     The fairy tale shows its variety by the combination of fairy-tale elements, yet 
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there is one thing that is common to almost all fairy tales. Although the characters and 
their personalities are different from story to story, Vladimir Propp discovered the 
usual pattern of the fairy tale which corresponds to the plan by which to compose the 
base of the narrative beyond the varieties of appearance. Propp split the elements in 
the narrative into two groups in his seminal work Morphology of the Folktale and 
gave the explanation that there is one constant element which is the stable 
construction underlying every tale such as the actions of characters, and that there are 
also variable elements which are different from tale to tale, like the name or 
personality of characters. According to Propp’s theory, the individuality of tales is 
decided by the function of variable elements such as dramatis personae; however, 
there is the stable construction of the narrative composed by the constants. The 
narrative can be divided into a limited number of components by following the 
constants or the sequence of thirty one “functions”.
     Anne Petty analyses the narrative of The Hobbit following the theory of Propp 
in her book One Ring Binds them All. Her attempt is to establish the foothold on 
which to interpret the later trilogy The Lord of the Rings and some lack of critical 
insight can be seen in her study; nevertheless, “Petty’s work yields a mathematical 
proof of morphological correctness” (Hunt 15). Her research points out the possibility 
to apply Propp’s functions to The Hobbit by dividing the text into some components. 
In addition to that, she indicates that a certain style of component appears repeatedly 
in the text. According to her analysis, after Bilbo’s encounter with the three trolls in 
the Hill, the story embarks on The Complication part. At the outset of this part, the 
party of Bilbo, Gandalf, and thirteen dwarves are threatened by Villainy (A); The 
conjunctive moment (B) makes the narrative progress onwards; The seeker’s or hero’s 
Hirose  18
entry into the tale leads the part of The hero struggles with the villain (H) and Victory 
over the villain (I). This Complication part is trebled, first in Goblin’s Cave, second in 
Mirkwood, and  third in Lonely Mountain. In each component, the hero (or 
victim/seeker), Bilbo acts following the map of composition and gets the magical 
agent/helper through the adventure to achieve his purpose. The component (ABHI) is 
made by the constants; therefore, it is necessary to focus on the functions of variables 
to observe the quality of The Hobbit as the fairy tale.
(1)The Goblin Cave, Underground World
     The first component of The Complication takes place in Goblin’s Cave. Here, 
the Villainy (A) is caused by the Goblins that capture the members of the party except 
Gandalf, who is the Donor. The Mediation (B) is brought about by Gandalf through 
the murder of Great Goblin. During this process, the hero Bilbo does not participate in 
the narrative. Then there is the hero’s entrance into the tale; he finds a Ring which is 
the Magical agent, confronts Gollum (H2), defeats the villain and escapes from 
Goblin’s Cave (I2).  In this component, the Goblin Cave is one of the variables that 
make it possible for us to analyze The Hobbit as a fairy tale. The Goblin Cave is 
located in the Misty Mountain, and “It was deep, deep, dark such as only goblins that 
have taken to living in the heart of the mountains can see through” (The Hobbit 71).  
The captive dwarves and Bilbo go down and down, violently pursued by the goblins. 
Descent to the subterranean world beneath the ordinary world is an exploration of the 
unconscious world. Bettelheim interprets the underground world as the place where 
the hidden sexual impulse is released. Cashdan adds more substance to Bettelheim’s 
claim by stating that “The image of a descent signifies communication not only with 
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lustful parts of the self but other ‘sins’ as well” (Cashdan 33). Cashdan considers that 
the underground world “is inhabited by a witchlike figure who teaches wayward 
children the consequences of greed” (Cashdan 33). This image is derived from the 
idea of Hell that Dante depicted in The Divine Comedy. In the context of The Hobbit, 
both scholars’ interpretations are not suitable because Bilbo is not lustful or greedy. It 
is more appropriate to consider the Goblin Cave, the heart of Misty Mountain as 
“either the bowels and belly of an earth-monster, or the womb of an earth-mother, or 
both” (Frye 119). The dwarves and Bilbo are dragged onto a place where “The 
passages there were crossed and tangled in all directions” (The Hobbit 71), and in the 
far end of the cavern, the Great Goblin waits for his men to beat the dwarves and 
Bilbo. At this point, this cavern is like the internal organs of an earth-monster. 
However, at the time of the hero’s entrance into the tale, the scene changes to 
the deeper level, deeper than the place where the Great Goblin was sitting. Northrop 
Frye gives an explanation for the underground world that “The night world 
progressively becomes, as we sink deeper into it, a world where everything is an 
object, including ourselves” (Frye 117). When Bilbo awakes, “He could hear nothing, 
see nothing, and he could feel nothing except the stone of the floor” (The Hobbit 81). 
He cannot perceive even the figure of himself in the darkness. It is almost as if he 
loses his own contours, adapts to the darkness which is the representation of the 
unconscious, and is objectified.  He finds a tiny ring of cold medal by chance, which 
is the Magic agent and will become the Helper in a later chapter, and check the elvish 
blade which is obtained as a magical agent.  Then Bilbo decides to go forward. The 
tunnel seems to have no end, but he continues to go down and down until suddenly he 
trots splash into water. There is a lake at the real bottom of the cavern. The surface of 
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the water represents the mirror; therefore, the theme of the mirror image is suggested. 
Deep down here by the dark water lived old Gollum, a small 
slimy creature. I don’t know where he came from, nor who or 
what he was. He was Gollum―as dark as darkness, except for 
two big round pale eyes in his thin face (The Hobbit 85).
This is the introduction of Gollum, who lives in the subterranean lake. The 
expressions give the impression as if it is the image reflected in a mirror of Bilbo 
below: 
In a hole in the ground there lived a hobbit. Not a nasty, dirty, 
wet hole, filled with the ends of worms and an oozy smell, nor 
yet a dry, bare, sandy hole with nothing in it to sit down on or 
to eat: it was a hobbit-hole, and that means comfort” (The 
Hobbit 3).
Comparing the two paragraphs, the one about Bilbo’s residence represents a positive 
description, as oppose to the negative sentences in the passage about Gollum’s home. 
The narrator knows the hobbit very much, but does not know Gollum because the 
latter is isolated. Although Bilbo is also an isolated existence, he lives in his family’s 
home and now joins the party. These small differences occur because Gollum mirrors 
Bilbo like a doppelganger. Bilbo reconsiders himself as an object through Gollum to 
reach internal maturity. Bilbo and Gollum play riddles against each other in the dark. 
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According to Propp’s theory, this is the hero’s struggle with the villain (H) through the 
competition (H2). The prize is, for Bilbo the way to escape, and for Gollum the food to 
live on: Gollum eats everything, even a hobbit like Bilbo because “At the bottom of 
the night world we find the cannibal feast” (Frye 118). Both feel the anxiety of death. 
Frye gives an insightful account of the riddle in the underground world as follows:
When it is wisdom that is sought in the lower world, it is 
almost always wisdom connected with the anxiety of death in 
some form or order, along with the desire to know what lies 
beyond. Such wisdom, however displaced, is usually 
communicated in some kind of dark saying, and riddles and 
ciphers and oracular utterances of all kinds proliferate around 
the end of the descending journey (Frye 122).
Some of Bilbo and Gollum’s riddles are obviously a parody of traditional themes. As 
Shippey has perceptively commented, while Bilbo’s riddles “come from traditional 
nursery-rhyme”, Gollum’s riddles are “cruel and gloomy, associat[ing] him firmly 
with the ancient world of epic and saga, heroes and sages” (Shippey, AotC 25). At last, 
Bilbo wins the competition (I2), but Gollum finds fault with Bilbo, breaks the promise, 
and tries to murder him because of the ring which Bilbo has put into his pocket. On 
the way to escaping from Gollum, Bilbo accidentally puts the ring on and becomes 
invisible. This is the function of the magical agent, and Bilbo comes close to reaching 
the exit. To go ahead, Bilbo has to kill Gollum with his blade. Bilbo thinks “No, not a 
fair fight” (The Hobbit 102) because he is invisible and armed. This is the sense of 
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fairness and Bilbo feels empathy with Gollum in that “he was miserable, alone, lost. A 
sudden understanding, a pity mixed with horror, welled up in Bilbo’s heart” (The 
Hobbit 102). This is the first time that Bilbo expresses sympathy for others, and it is 
also the time when the incipient signs of his internal growth begin to be shown. 
Finally, Bilbo does not kill Gollum because “quite suddenly in another flash, as if 
lifted by a new strength and resolve, he leaped” (The Hobbit 102) straight over 
Gollum’s head. Through the journey to the underground world, as the narrative 
progresses following the incident with Gollum, Bilbo also makes progression in his 
inner world. In the first half of this component, the Goblin Cave represents the belly 
of the earth-monster; however, the latter half adds another meaning to the Cave, i.e. 
that of the womb of the earth-mother, because Bilbo obtains his new identity. The 
competition with Gollum who is the mirror image of Bilbo helps Bilbo to reform and 
renew his mind. After the escape from goblins, Bilbo makes up his mind to go back 
into the cavern to look for his friends, thinking that “it was his duty, that he must turn 
back ―and very miserable he felt about it” (The Hobbit 106) while he feels horrible. 
This change of mind gives the heroic quality to Bilbo.
(2) Mirkwood, the Enchanted Forest
     After the journey to the underground world, the party experiences the mediation 
part, which includes such incidents as the confrontation with goblins and wargs, and 
the transportation to the donor, Beorn by air. Although it is possible to apply the 
construction of the complication part to the confrontation with goblins and wargs, in 
order to narrow down the focus to the fairy-tale motif and Bilbo’s growth, I want to 
omit the examination of that part and instead move on to the other part which deserves 
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more attention.
     The forest is obviously one of the most widespread motifs of the fairy tale. 
Bettelheim and Cashdan both discuss this most important motif in detail:
Since ancient times, the near-impenetrable forest in which we 
get lost has symbolized the dark, hidden, near-impenetrable 
world of our unconscious. If we have lost the framework 
which gave structure to our past life and must now find our 
own way to become ourselves, and have entered this 
wilderness with an as yet undeveloped personality, when we 
succeed in finding our way out we shall emerge with a much 
more highly developed humanity (Bettelheim 94).
In many fairy tales, the unknown is symbolized by a forest, 
or simply “the wood” (Cashdan 32).
Whether through a well, a secret staircase, or dark forest, fairy 
tales transport the protagonist―and the reader―into a 
universe very different from the world to which they are 
accustomed (Cashdan 33).
Each explanation shows that the forest in fairy tales is the representation of the 
unknown and unusual. The forest is the peculiar topos of the fairy tale, and is “rarely 
enchanted, though enchantment takes place there” (Zipes, “The Enchanted Forest of 
the Brothers Grimm” 66). Like the traditional fairy-tale forest, Mirkwood in The 
Hobbit does not itself have the enchanting power:
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[I]t is the Wood-elves,…who contribute the enchantment 
rather than the forest itself. Though elves are of the past and 
Tolkien appears to instruct his readers not to look for them any 
longer, his forest is indebted to those of earlier fairy tales, as 
an environment where enchantment and transformation can 
take place (Saguaro and Thacker 142).
The enchantment of the forest does not originate in itself; however, the atmosphere is 
filled with the magic which takes place there. People who enter the forest are made to 
be transformed by its Effect.
In Mirkwood, the Villainy (A) is caused by spiders. They have captured the 
dwarves while Bilbo strays from the party alone. He tries to find them out because 
Gandalf has asked Bilbo to “ ‘look after all these dwarves’ ” (The Hobbit 161) for him, 
and this reminds Bilbo of going to help the dwarves (B1).  A stray Bilbo has entered 
the tale through the battle against spiders (H1). In the Goblin Cave, the battle was 
actually the competition of riddles (H2); however, in Mirkwood, it is required that 
Bilbo should fight for his friends to help them by his own power. Bilbo is almost 
captured by the great spider when he has fallen asleep. Fortunately he wakes up and 
draws out his sword to beat the spider. Bilbo sticks the right eye of the spider with his 
sword, and kills it with another stroke. This is the first time that Bilbo inflicts damage 
on the villain. The narrative presents the change of Bilbo in these terms:
Somehow the killing of the giant spider, all alone by himself in 
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the dark without the help of the wizard or the dwarves or of 
anyone else, made a great difference to Mr. Baggins. He felt a 
different person, and much fiercer and bolder in spite of an 
empty stomach, as he wiped his sword on the grass and put it 
back into its sheath.
‘I will give you a name,’ he said to it, ‘and I shall call you 
Sting.’” (The Hobbit 181)
Bilbo becomes braver and acquires confidence in himself. Actually, his childish 
persistence in food has gone away and he obtains the sword in exchange, to which he 
gives a name. The named sword recalls the figure of the mythological hero because 
the swords in mythology often have their own names like King Arthur’s Excalibur.  
Green has observed that “[t]he hobbit must not only act bravely, which he has done 
before, but now for the first time he must choose wisely among ambiguities” (Green 
83). As he points out, Bilbo is growing up and begins to show the essential nature of a 
hero to a greater degree than the hero in the traditional fairy tale. The naming acts as a 
form of initiation and also serves as one of the expressions of his wisdom. At last, 
Bilbo defeats the spiders (I) and succeeds in rescuing the dwarves with the Helpers, 
the sword and the ring. After the battle against the spiders, “Bilbo could think of no 
plan except to let the dwarves into the secret of his ring” (The Hobbit 190). When 
Bilbo reveals the secret of the invisible ring to the dwarves, “they had changed their 
opinion of Mr. Baggins very much, and had begun to have a great respect for him” 
(The Hobbit 192). Before this incident, the dwarves looked down on Bilbo as “he 
looks more like a grocer than a burglar” (The Hobbit 22); however, the positions are 
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exchanged and Bilbo assumes the nature of a magician because he possesses the 
magical ring. “Even Thorin, a pompous hereditary king, defers to Bilbo. This might 
seem the culmination of all Tookish aspirations, the end of Bilbo’s heroic 
development” (Green 87). In the enchanted forest, Bilbo displays not only his 
braveness but also the wisdom to help his companions, and makes the progression 
towards the internal maturity. Before the departure to this journey, in Bag End, Bilbo’s 
personality was immature because his Took side blood had not awoken yet. Through 
the experience in the Goblin Cave, he acquired braveness and fairness, and here he 
has got the wisdom and respect. Consequently, his contradicted two bloods, the 
Baggins and the Took, are reconciled. Bilbo was an unreliable child, but now he 
begins to lead the party ahead as Gandalf did. Bilbo “did not wish to desert the 
dwarves” (The Hobbit 202). This change in status, namely that he now takes care of 
the dwarves in Gandalf’s behalf, is a clear manifestation of Bilbo’s growth into 
maturity.
(3) The Dragon and Greed 
     In the wood-elf castle, while Bilbo shows his braveness and wisdom, he does 
not gain anything new because it is the mediation part between the complication 
components. The last repetition of the complication part corresponds to the scene of 
the Dragon. In this component, there is the function of reversed villainy (A6), 
Plundering or Theft; that is, Bilbo lifts a golden cup from under the steaming nose of 
the great red-gold dragon” (Petty 26). In Petty’s text, the incident is marked (A6), but 
actually (A5) Plundering in various forms is correct if one faithfully follows Propp’s 
theory. Moreover, she asserts that “[t]he actual villainy of this move, however, is the 
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assault of Smaug upon the men of Laketown at the bottom of the foothills, where once 
again the functions are (H-I)” (Petty 26). However, from the point of view that sets 
Bilbo as the protagonist, it should be marked (H). The conversation with Smaug in the 
great hall is a sort of competition in which to compare each other’s wisdom. Bilbo 
engages in a skillful talk to Smaug, praising the latter’s scales while thinking to 
himself as follows: “ ‘Old fool! Why, there is a large patch in the hollow of his left 
breast as bare as a snail out of its shell!’ ” (The Hobbit 263) His action causes the 
death of Smaug in an indirect manner, so getting the weak point of Smaug can be said 
to be equivalent to the killing of the villain without a fight (I5). This is because the 
killing of the greatest villain cannot be accomplished without the information which 
Bilbo pumps out of Smaug, even though the dragon slaying itself is fulfilled by an 
agent other than the protagonist (i.e. the Bard). The nature of Bilbo undergoes a more 
profound transformation than is usually the case with the hero in the fairy tale. Bilbo’s 
identity has been reconciled and established through the experience in Mirkwood, and 
now he acts as if he himself is the donor like Gandalf. Beyond the death of Smaug, 
Bilbo obtains the potential functions.
     In this component, Smaug can be regarded as a variable that affects the 
narrative to a striking degree. Smaug the dragon symbolizes the greed because he 
hoards numerous treasures in his lair in Lonely Mountain. The villainy of Smaug may 
be explained in the following terms: “the craving to amass more than one really needs, 
the willingness to do anything to ensure that you have more than the next person” 
(Cashdan 178). The “Dragon Sickness”, which is a particularly vicious form of this 
“craving”, is infectious and Thorin will catch it later. It is possible to say that the 
death of Smaug is the punishment for greed, and so is Thorin’s death.  On the 
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contrary, Bilbo can be seen as an innocent being; 
Throughout The Hobbit, greed drives the Dwarves onward, 
while the only thing driving poor Bilbo Baggins on is the 
chance of a comfortable bed and the possibility of a hearty 
meal; his desires are much less substantial than his 
companions because he has never known what greed or desire 
for power are (Larimore 65).
Bilbo does not take actions out of a desire for rewards, but acts purely for his own 
comfort or the welfare of his friends as he did in the scene after Goblin Cave or 
Mirkwood. Hobbits “are entirely without non-human powers,…and abnormally, for 
humans, free from ambition or greed of wealth (Tolkien, Letters 158). In the context 
of greed, Smaug and Thorin who ruin themselves due to their own greed demonstrate 
the contrast that emphasizes the good quality of Bilbo. The happy ending for Bilbo is 
going back to his comfortable hole. His innocence brings himself closer to the end of 
journey. The death of Smaug causes the confrontation between the greedy dwarves 
and the union of Laketown people and wood-elves; however, Bilbo tries to mediate 
the two camps by delivering the Arkenstone which he chooses as “my own share …… 
if they took all the rest” (The Hobbit 275). This is not the function of the hero. Green 
indicates the maturity of Bilbo, remarking that:
Of course, Bilbo’s early success could be a trap, a temptation 
to stop maturing; he could freeze in the hero-leader stage and 
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become not himself but a hero-image, a professional leader. 
Bilbo’s maturation is complete only when he becomes not an 
executive but a whistle-blower, so devoted to Thorin and 
Company that he is willing to be hated by them (Green 89-90).
The fairy tale is generally regarded as the embodiment of the wish or impulse hidden 
in the innermost region in our psyche, yet Tolkien considered that the Consolation of 
the Happy Ending is the most important function of the fairy tale. It is easier to 
assume that Bilbo hopes for the peaceful conclusion rather than desiring to be the 
heroic leader of greedy dwarves. However, the expectation for the happy ending on 
the part of the reader is betrayed by Thorin and the narrative goes toward the Battle of 
Five Armies. In the Battle of Five Armies, Bilbo, who becomes the whistle-blower, 
not the mythological hero, does not take part in the battle, becomes invisible with the 
ring, and even loses consciousness because of a stone falling on his helm. Instead of 
the true hero Bilbo, Throrin, who is the false hero, puts great efforts into the Battle. 
The dark atmosphere generated by greed causes the battle, but it is expunged 
completely in the end. Cashdan explains the disappearance of greed thus:
[T]he evil presence in the story pays the price for sinful 
tendencies shared with the hero. As the embodiment of Jack’s 
sins, the giant must perish. His death expunges all vestiges of 
greed in the reader, thus helping to overcome the tension 
generated by greedy impulses. (Cashdan 182) 
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The death of Thorin, who is driven by greed, rather than Bilbo, who stays innocent,
functions in the narrative as an equivalent to the happy ending. This is the liquidation 
of misfortune or lack (K) in the theory of Propp, and the narrative progresses towards 
the true conclusion.
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Chapter 3: The Hobbit as a New Fairy Tale.
     Readers tend to have predetermined ideas about how a narrative will unfold 
even before he or she actually begins to experience it, once they know there are
familiar motifs of the fairy tale in it. For example, when the combined motif of the 
forest and a girl is suggested, from the conjunction of the two fairy-tale elements
people can narrow the possible answers down to certain tales like “Snow White”, 
“Little Red Riding Hood”, “Rapunzel”, “Hansel and Gretel”, and so on. To identify 
each tale, it is necessary to add more elements and then readers are able to understand 
which tale it is. However, people can associate just a word like forest, water, or castle 
with certain fairy tales which are set in these places because the images of them are 
widely known. In Chapter Two I investigated the possibility of applying the 
framework of traditional fairy tales to The Hobbit. Yet the traditional framework may 
be too narrow to interpret The Hobbit as a fairy tale. In this chapter, I will attempt to 
interpret The Hobbit as a new fairy tale for the modern age by focusing on the 
relationship between the expectations on the part of the audience who have already 
read traditional fairy tales and the text itself. The following examination will clarify
both the traditional and the innovative aspects in Tolkien’s modern “fairy-tale.”.
The forest is the motif in which the uniqueness of Tolkien appears most 
saliently. As has been explained in the preceding chapter, the forest in the fairy tale 
symbolizes the unknown and unusual, and sometimes it is the place where the 
initiation into maturity takes place. In the context of the tradition of fairy tales, Zipes 
has remarked in his perceptive essay “The Enchanted Forest of the Brothers Grimm” 
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that “[n]o one ever gains power over the forest, but the forest possesses the power to 
change lives and alter destinies” (Zipes 66). In the forest, a prince, a princess, a
peasant, and even a hunger child who is kicked out of home are equal because the 
forest “is the place where society’s conventions no longer hold true” (Zipes 67). This 
equality is the representation of people’s desire to transform, and as Tolkien insisted, 
one of the primary functions of the fairy tale, Consolation. According to Marco Post, 
that quality of the forest acts as the “shelter from what s/he hoped to escape from the
civilized world (e.g. forced marriage or a complot to assassinate him/her)” (Post 68). 
On the other hand, the forest is the “challenging place, in which s/he needs to prove 
his/her worth” (Post 68). In other words, the forest in the fairy tale appears as a wild 
place where initiation in some form or other takes place, and functions as the opposite
to the civilized city and the court. This stereotype can apply to Mirkwood in The 
Hobbit:
[W]hen comparing the typical traits of the topos of the 
enchanted forest in fairy tales with the forest of Mirkwood in 
The Hobbit, a first reading might indeed confirm that the 
characteristic dichotomy between civilized urbanity versus its 
antithetical wildness in the woods applies to Tolkien’s novel as 
well (Post 70).
Post’s indication shows the wildness of Mirkwood. Let us look at the description of 
Mirkwood in the text, where the weirdness of the thick forest conveys the sense of
the unknown and the unusual:
Hirose  33
[T]he entrance to the path was like a sort of arch leading into a 
gloomy tunnel made by two great trees that leant together, too 
old and strangled with ivy and hung with lichen to bear more 
than a few blackened leaves. The path itself was narrow and 
wound in and out among the trunks. Soon the light at the gate 
was like a little bright hole far behind, and the quiet was so deep 
that their feet seemed to thump along while all the trees leaned 
over them and listened (The Hobbit 163).
Mirkwood is an imaginary forest created by Tolkien but the characteristics follow the 
traditional forest in fairy tales. Yet the dark winding path and the quite deep silence 
give the uneasy impression to the readers like the forest of “Hansel and Gretel”, and 
some readers may expect that there is the home of the witch at the bottom of the
winding path. Another example of Mirkwood’s depiction told by Beorn is that 
“ ‘Mirkwood is dark, dangerous and difficult,’ he said. ‘Water is not easy to find there, 
nor food. …… in there the wild things are dark, queer, and savage’ ” (The Hobbit 155). 
It strengthens the wild and savage image of the forest as a remote place because as 
Zipes notes in his essay, in the German tradition which provides basic patterns for 
modern fairy tales through the contribution of the Grimms, the forest is not a place 
belonging to a monarch or a nobleman, but a free land belonging to no one in 
particular. However, readers’ assumptions concerning the forest and the descriptions
in the text gradually diverge from each other as the narrative progresses. 
While going through Mirkwood, Bilbo and the dwarves find some traces of 
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other beings such as a boat on the running water, “the dim blowing of horn in the 
wood and the sound as of dogs baying far off” (The Hobbit 169), and the definite 
evidence is “a red twinkle in the dark” (The Hobbit 175). For people who have read
fairy tales, the light in woods recalls the house of the evil witch, the helpful hunter, 
the dwarf, or the fairy. While these inhabitants dwell in the forest by themselves 
without any governor, sometimes severed from the world, the traces of somebody in 
Mirkwood imply some element of civilized society.
     Bilbo and the dwarves find the banquet of Wood-elves in Mirkwood:
There were many people there, elvish-looking folk, all dressed in 
green and brown and sitting on sawn rings of the felled trees in a 
great circle. There was a fire in their midst and there were 
touches fastened to some of the trees round about; but most 
splendid sight of all: they were eating and drinking and laughing 
merrily. (The Hobbit 176-177)
The party scrambles forward into the ring to beg for foods, but the wood-elves 
disappear immediately. Later they would be captured by Wood-elves because they 
have disturbed the banquet three times. The existence of Wood-elves unsettles the 
definition of the forest as a free land because they have their royal palace inside the 
boundaries of Mirkwood and they “claim sovereignty over (at least part of) 
Mirkwood” (Post 71). The dichotomy between the Court versus the wilderness is 
problematized here and the readers encounter a new concept of the forest in the fairy 
tale. Post discusses the achievement of Tolkien in this respect as follows:
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Tolkien has carefully manipulated the expectation based on the topos
of the enchanted forest: at first he has evoked an image of desolation 
and wildness, only to complicate it with layers of courtly life and 
civilization later on. (Post 71-72)
Tolkien first encouraged specific expectations regarding the forest on the part of the 
readers and then deconstructed it by subtly disrupting the conventional relationship 
between the forest in the fairy tale and the Court. This is one of Tolkien’s deliberate 
strategies by which to put forward a new concept. In this context, the ideas of Hans 
Robert Jauss, the principal proponent of the reader-response theory, may be useful. In 
his ground-breaking study Towards an Aesthetic Reception, Jauss asserts that:
[T]he first literary experience of a previously unknown work also 
demands a “foreknowledge which is an element of the experience 
itself, and on the basis of which anything new that we come across 
is available to experience at all, i.e., as it were readable in a context 
of experience (Jauss 23).
This is, in the context of the fairy tale, when readers encounter a previously-unknown 
fairy tale; in such a situation they tend to entertain certain assumptions concerning the
plot by remembering the traditional formulae of the fairy tale with which they are 
familiar, i.e. such as those the Grimms established. Moreover, the literary work itself 
also prepares the common factors consciously or unconsciously for readers:
Hirose  36
[A] literary work, even when it appears to be new, does not present 
itself as something absolutely new in an informational vacuum, but 
predisposes its audience to a very specific kind of reception by 
announcements, overt and covert signals, familiar characteristics, or 
implicit allusions (Jauss 23).
This recognition helps the reader to grasp the message of literary works. Authors tend 
to use familiar motifs to borrow their authority. However, many works which are 
currently treated as part of the canon were once regarded as unorthodox and hence 
unworthy of receiving serious attention. Jauss discusses the processes by which new 
standards are created in the following way: innovative works “evoke the reader's 
horizon of expectations, formed by a convention of genre, style, or form, only in order 
to destroy it step by step” (Jauss 24). When the author destabilizes the reader's horizon 
of expectations and the reader notices the provocation, it can be said that the attempt 
by the author has succeeded and a new concept becomes the next horizon; in this way,
the reader's horizon of expectations is movable. 
As far as the fairy tale is concerned, such works as those by Grimm brothers, 
Charles Perrault, and Hans Christian Andersen are widely accepted as constituting the 
canon of the genre and their authority has been firmly established today. Readers gain 
the colored lenses of preconceived ideas or conventions through these famous tales, 
and they exert considerable influence on the interpretation of readers. Tolkien, as may
be seen from the above-quoted passage of Post’s article, initially creates a certain type 
of forest that seemingly follows the conventional pattern of the fairy-tale and 
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afterwards deftly subverts the reader’s expectations through the depictions of the 
forest’s inhabitants, the Wood-elves. Beyond the destruction of the readerly
expectations, there is the possibility of creating new standards. While Tolkien follows 
the precedent tradition of the fairy tale, he also adds the innovative elements to the
genre’s conventions; and that two-fold process produced the work known as The 
Hobbit. In other words, The Hobbit is a new fairy tale, created through a mixture of 
tradition and originality. To conclude, it is precisely because Tolkien’s provocation 
and disturbance of the reader's horizon of expectations has succeeded that his 
imaginary world of Middle-earth has become immensely popular across the globe, 
affecting various kinds of fantasy works including the RPG like Dungeons and 
Dragons, and has repeatedly been imitated until today even beyond the generic 
confines of fantasy fiction or children’s literature.
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Conclusion
The functions of the fairy tale are diversified today. Once it was passed down 
from generation to generation as the oral folktale which gave instruction to the 
listeners about such things as the proper way to live in the local community of the
Middle Ages. It was mainly told in the workshop where adults gathered to work and 
engaged in conversations for a break. These tales were sometimes violent and sexual, 
yet contained the fulfillment of the desire to transform. These oral folktales, 
especially oral wonder tales, changed its forms and conventions to be re-created as the 
literary fairy tales. Then, corresponding with the change of its style, the fairy tale 
came to be perceived differently than before: it became the entertainment for children
with a happy ending invariably presented after the difficulties undergone by the 
protagonist. However, once it was accidentally “relegated to the ‘nursery’, as shabby 
or old-fashioned furniture is relegated to the playroom, primarily because the adults 
do not want it” (OFS 34), the fairy tale has rehabilitated its position in the modern 
world. The popularity of The Hobbit and other succeeding works which imitate 
Tolkien proves the greatness of the demand for fantasy novels. Tolkien maintained
that fairy tales give us four things: “Fantasy, Recovery, Escape, Consolation, all 
things of which children have, as a rule, less need than older people” (OFS 46). He 
suggested the utility of fairy tales and applied his theory to his work, The Hobbit. 
     As I have suggested in this thesis, The Hobbit is worth investigating as a serious 
work of literature which can satisfy adults’ interests and needs as well as those of 
children. The narrative voice is more or less like that of children’s literature, yet
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Propp’s influential theory on the structure of the fairy tale can be usefully applied to 
Tolkien’s text. Moreover, the narrative gradually transforms its tone from the comic to 
the epic, even as if it is of the tone of the heroic saga. Even more, The Hobbit has long
been regarded as an insignificant appendage to Tolkien’s great trilogy The Lord of the 
Rings and even today, it is rarely treated as an autonomous novel in the critical scene. 
Anne Petty refers to the relationship between the two books by Tolkien as follows:
The reader should take careful note of the motivations and 
methods of transition operating within The Hobbit, for these are 
the same techniques employed in the trilogy in a much more 
complex, accomplished manner (Petty 17).
Petty examines The Hobbit merely as a sort of preliminary for the more important task 
of studying the mythological work, The Lord of the Rings, and many other critics 
adopt a similar stance towards The Hobbit. However, this unfortunate state of affairs
throws into relief the possibility that The Hobbit has a structure which is equivalent to
that of The Lord of the Rings. Besides that, fantasy fiction was generally regarded as a 
trivial genre at the time of the publication of The Hobbit because it seemed to deal in 
facile escapism. Those problematic issues have been dealt with in this thesis, albeit in 
a limited way. The Hobbit has an autonomous structure which follows the tradition of
the fairy tale. The novel is not just a work of children’s literature or a fairy tale which 
aims simply to entertain or educate children; instead, it is a new type of fairy tale 
which establishes new expectations for the fairy tale and fantasy fiction. Shippey’s 
observation about Tolkien’s works elucidates our author’s remarkable contribution to 
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the world of the imagination very well:
One of the things that Tolkien did was to open up a new 
continent of imaginative space for many millions of readers, and 
hundreds of writes ―though he himself would have said…that 
it was an old continent which he was merely rediscovering 
(Shippey, AotC xviii).
In the opinion of Tolkien, the fairy tale is made up of the combination of fairy-tale 
elements. For Tolkien, who was a distinguished scholar of philology and also a
language maker, it was not a surprising thing to dip out some traditional materials 
from the Cauldron of Story and thereby compose a fairy tale, but his new fairy tale 
has utterly grabbed and fascinated the imagination of readers across generations, 
genders or races. The continuous popularity in contemporary culture of medieval 
motifs like magic, swords, and dragons originates in Middle-earth. From this 
perspective, the function that The Hobbit has been performing to form various 
aspects of recent culture is vitally important. There can be little doubt that The 
Hobbit, a story originally created to entertain the author’s children, is now being 
recognized as one of the most influential books in the last century.
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